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Despite the utterly public nature of Fonda's life and career, the standard narratives neglect the rise of her star from both sides of the Atlantic, as well as the true range of her talents, including an ability to act and do her own dubbing in French, thanks to her fluency in the language. Unwitting recollections may fall upon her memorable performance as the eponymous heroine of Barbarella: Queen of the Galaxy (1968) Robelin (2012) . 4 For an entire half-century, Fonda's time in France has shaped the development of her artistry and work.
When the young prodigal daughter of beloved American actor Henry Fonda returned home from her years in France, she brought an awakened political consciousness, a global sense of reforms needed by the United States and other countries of the world, and a new language and cultural repertoire from which to draw possible solutions for the world's problems. Her Americanness-with-a-difference, or her global Americanness, as it were, may have been regarded as oxymorons for a country wrestling with cold war politics and the cultural turbulence of the late 1960s. It was especially after her friend Simone Signoret, France's legendary French actress and active leftist, took her to an anti-war rally in Paris 5 that Fonda returned to the United States with a sense of urgency about engaging with her country's problems from within, as opposed to from abroad in Europe. She immediately starred in They Shoot Horses, Don't They? (Sydney Pollack, 1969) , a Depression-era film that spoke to the malaise of the times, while engaging with organizations such as RITA (Resisters Inside the Army), and making appearances at Alcatraz and Fort Lawton.
Soon enough, Fonda forged her artistic, professional, and political paths between three continents that would become central axes for the twentieth century: North America, Europe, and an increasingly visible Asia. Her activism and acting brought mutual exposure to each other, yet on a collision course toward a series of events that earned Fonda that enduring pejorative moniker at the peak of her decades-long controversy: Hanoi Jane. Encapsulated by the famous image of her on the anti-aircraft battery, the juxtaposition of the Vietnamese capital and the Anglo-American name in "Hanoi Jane" didn't celebrate geo-political harmony or Fonda's mobility around the globe. Instead, it framed Fonda as friend of foe, not to mention public scapegoat for an America at war. Fonda remains one of the most polarizing public figures in US collective memory-a woman against her image, still answering to the singular accusation of having betrayed an entire nation.
Between the silence regarding Fonda's French period, on the one hand, and the obsession with her time in Vietnam, on the other, a reconsideration of her formative years in France can position Fonda differently vis-à-vis the narratives of betrayal and unpatriotism to which she has been subjected. This French relationship is not always completely evident in her American image, but in fact, with a little knowledge and perspective, we can always see it as an important piece of her putative and ongoing transnational profile, as well as her constant self-cultivation as a star, an actor, and an activist. By retracing her integrative approach to a sense of human citizenship reaching beyond, as Vanessa Schwartz suggested, "the nation as the essential limit to identification," 6 we can better appreciate a transnational sum that is larger than the combination of her multiple
